, [189] [190] [191] [192] [193] [194] [195] [196] [197] [198] [199] [200] [201] . The numerous structural parallels between movements 1 and 3 of the Divertimento are further stressed by the fact that the second (slow) movement was sketched after the outer movements. See Ulrich Mahlert's new critical edition (Wiesbaden: Breitkopf & Härtel, 2016, II.) 
387-393 (E-A) 4
Polytonal cadence 149-150 (e-g-b4-a-c3) 178-183 (g-b4-c3-e4-a)
Studia Musicologica 58, 2017
This kind of comprehensive structural balance between the outer movements already forecasts the contemporary Sixth String Quartet (dating from August-November 1939) . In the latter work the first movement keeps returning in fragmented fashion between its successive movements, leading up to the grand reprise of its main lyrical episodes (notably measures 81-84 in F, 222-230 and 268-274 in D) in the fourth movement, measures 46-48 (in A-D) , 55-58 (in F) and 63-70 (Example 1).
As in the first movement, this concluding, nostalgic finale vacillates between the keys of D and F, ending in mm. 83-84 on the tritone harmony, A-E4 from the outset of the first movement, mm. 15-16. It in turn proceeds in m. 86 to a polytonal aggregate that combines the principal third-related keys of D and F. Similar recurring ritornello/arch forms -agаin coupled with analogous third cycles -will be employed in the Viola Concerto.
As in the Sixth String Quartet, Bartók's Divertimento sets up gradated harmonic layers between the four principal thematic gestures in Table 1 . Thus the diatonic, mildly modal (with F-Dorian and F-Mixolydian shadings) beginning of gestures 1a+1b leads naturally into the circle-of-fifths fugati of 2a. A textural climax is then presented by the emphatic clusters 2b and 4. The latter's aggregates are based on a polytonal fusion of E4 (the F tonic's mixolydian flattened 4VII degree) with F's major mediant, A Major. (Compare Bartók's Sonata for Two Pianos and Percussion, 1937 , where the exposition's secondary theme appears in the C tonic's mediant key of E.) 4 The even stronger E4 accentuation in the finale (as opposed to the more neutral E4 in the first movement, mm. 149-150) is in keeping with the E4 reprises of principal theme 1a in the Finale, Bartók, 34. example 1 Cyclical F-major return in Sixth String Quartet (1939) , mov. 1 and 4 coda, 546-560. Here Bartók may have been influenced by such Beethoven works as the C Major ("Waldstein") Piano Sonata op. 53 with its pronounced E-major mediant in the first movement's exposition. Likewise, one recalls the late string quartets opp. 127/1 (E4-G axis) and especially 135/4 (exposition in F-A, with the ensuing coda beginning in m. 243 on the modal foundation, C3-E4, or F: raised V-flattened VII).
A closer examination of Bartók's Divertimento reveals that these central third polarities (such as F-A and F-A4) permeate the remainder of the work as well. Already the principal thematic gesture in the first movement, mm. 5-12 accentuates the modal A4 (or F: flattened III), and A4's enharmonic equivalent G3 is the central tonality of the second (slow) movement's sombre, dirge-like middle section in mm. 33-48. Moreover, A4 initiates the Finale's developmental fugato in mm. 184ff. Besides the modal A4, Bartók also consistently stresses its lower fifth D4 (or F: flattened VI), as in the first movement's corresponding fugato (with a circle-of-fifths progression around D4-A4-E4 etc.) in mm. 95-104. D4 is also profiled as the main tonal center of the central slow movement. In contrast, D4/C3 plays a more subordinate tonal role in the Finale. In mm. 3-13, 149-158 and 377-380 D4 is treated as an upper appoggiatura to F's dominant, C. Frequently the finale's D4/ C3 also resolves harmonically to its lower fifth on F3 (or F: Neapolitan raised I), as in mm. 103-130, 403-428 and 444-454. These clear harmonic resolutions to the F tonic and its C dominant are also supported by the transparent neo-classical forms of the Divertimento. Thus the first example 2 Transitions (with harmonic progression, I-III-IV-raised IV) into development sections of Beethoven' The ensuing development section in mm. 72-129 again strongly recalls Beethovenian formal prototypes, 5 notably the just discussed op. 53/1, with its smooth connecting transition from E Major/E Minor to C and eventually C's subdominant, F and G dominant's leading-tone, F3 (Example 2).
The emphatic caesura on B Major at Bartók's m. 80 (F's tritone degree, or raised IV) in turn creates an entirely new harmonic sphere around B's subdominant E (m. 84) and dominant F3 (mm. 88-89) . These smoothly prepare the above-mentioned circle-of-fifths fugati on D4 and G3 in mm. 95-98 and 101-104, or the modal antipodes F: flattened VI and flattened III that will figure so prominently in the second movement. This newly-gained pitch and intervallic stability in the middle part of the first movement's development also gives rise to some expressive motivic metamorphoses of thematic complex 2a in mm. 100-101 (in F Minor, or F: I) and 107-108 (B4 Minor, or F: IV) that function as a kind of Haydnesque false reprise (Example 3).
In contrast, the following, rather violent transition into the recapitulation, mm. 109-129 is mostly founded on acerbic vertical minor/major seconds and tritones (including b4+c 1 over e+f3 in m. 122 and g3 2 +d 3 over a 1 +e4 2 in m. 125) that may possibly derive from the F-B tritone relationship between mm. 1 and 80.
The apparent "reprise" in 129-178 is so extensively rewritten that it better qualifies as a second development section. 6 Here the F tonic is continuously challenged by its upper A mediant (already familiar from the exposition), as in mm. 144-145 and 172+174. In this context the turbulent E-quartal outbursts in 167-170 may also be viewed as a dominant preparation for A's downbeat in 172. But even A's secondary emphasis is frequently weakened by the resurgence of its E4 tritone, as seen in the contrasting thirds theme of mm. 157-158 and the closing subject of mm. 171-178, with its conflicting E4/A sonorities.
The poignant coda in mm. 179-204 -like many of Beethoven's closing sections -amalgamates many of the preceding tonal and harmonic tendencies. It be- The sombre second movement (marked Molto adagio) continues -in an understated, subliminal fashion -many of the pitch and intervallic features of the preceding first movement. Its two chief tonal centers -C3 and G3 -will immediately be recognized as the central modal F: flattened VI (D4/C3) and F: flattened III (A4/G3) degrees from the middle section of the first movement's development, mm. 95-98 and 101-104. Moreover, the underlying linear bass motion proceeds from C3/D4 (mm. 1-12) to C4 (13-14) and A (15-17) -G (25-29): a free modal variation of the first movement's coda bass line, mm. 194-200+202-203 . The remainder of the slow movement is also centered on B (30-47, typically harmonized by a lower G3-Minor [m. 33 was in C3 in the sketch BB 118, 2, Bartók Archives, Budapest]) or G (49+51), leading to an expressive Coda on D3-C3-A-C3 (64-74). These prevalent whole-tonish passages frequently impact the vertical harmony as well, which features major seconds and thirds, together with pervasive tritones and augmented fifths, notably in the opening measures 6-10. The latter's reprise in 56-61 possesses more nostalgic, triadic hues. These lead to a delicate, muted resolution of the initial motive (compare mm. 2-3 with their diminished third and minor second intervals) in mm. 69-70 that subtly echoes Stravinsky's Le sacre du printemps, part 2, mm. 27ff. (Example 5).
The increasingly static, meditative tone of the slow movement also acts as a resolution of the tense dissonant clusters in the first movement's development section (compare its tritone layers in mm. 120-128). Moreover, the evocative close of the slow movement's mm. 62-74 magically prepares for the popular tone and diatonic spheres of the ensuing finale.
The rondo finale delicately alternates its dance-like refrain (mm. 14-81: a poetic paraphrase of the opening movement, mm. 1-13) with several mildly conexample 4 Closing modal bass line from Divertimento, mov. 1 trasting episodes. In such a manner it serves to resolve the dramatic antitheses of the preceding two movements (Table 2 ).
It will be noted that the more varied and developmental RR's modulate farther afield, as the B Minor or c/c3-D4 areas in RR4 (mm. 330-393) or the whole-tone 2 scalar passages in RR3 (mm. 290-313) and RR5 (notably 476-482+533-545), which inaugurate the final arch-like returns to E4, B and F in mm. 546-589. * * * Four years (1939) (1940) (1941) (1942) (1943) were to elapse before Bartók embarked on his next major composition, the Concerto for Orchestra of 1943. And yet this new work shares not merely the same F Major tonality, but also numerous other stylistic features with the earlier Divertimento. Both creations set up central modal polarities on C3/D4 (F: raised V/flattened VI) and A4/G3 (F: flattened III) in their slow movements and static midpoints of their first movements as well (cf. Divertimento, first movement, mm. 95-101 and Concerto for Orchestra, first movement, mm. 301-312). The flatted submediant C3/D4 is even stronger in the later work, due to a lengthy slow introduction to the first movement, mm. 1-75, where C3 is the principal tonal center in mm. 1-12 and 22. As is well known, this quartal passage paraphrases the beginning and ending of Bartók's early opera, Bluebeard's Castle (1911, also in C3). Moreover, both compositions feature the secondary, third-related keys of A, C and E4 (Example 6). 
Rondo refrain (RR) measures, key(s) Episodes (Ep) measures, key(s)
RR1 , A more developed version of this apparent quotation occurs at the beginning of the third movement (subtitled Elegia), which -as Klára Móricz states 7 -was actually sketched before the first movement. The former also draws on Judith's textual passage, "Csendes fehér …" (with a reference to the darkness and still waters of the sixth door) towards the end of Bluebeard's Castle (Example 7).
The latter excerpt from Concerto for Orchestra, movement 3, mm. 1-6 may also be linked to the instrumental Romanesca bass from the Renaissance (Ex ample 8).
Moreover, this complex also appears to utilize the beginning of Mahler's First Symphony (1884-1888), mov. 1, mm. 7-9 (Example 9).
In addition, Bartók's chromatic continuation in mm. 5-6 may also draw on the ending of Alban Berg's opera Lulu, 8 which was included in the final movement of 7. See Klára Móricz, "New Aspects of the Genesis of Béla Bartók's 'Concerto for Orchestra': Concepts of 'Finality and Intention '," Studia Musicologica 35 (1993 -1994 8 These increasingly chromatic textures in Bartók's Elegia inevitably lead to the first oboe's plaintive cantilena in mm. 10-22 (Example 11).
In turn, example 11's expressive minor seconds serve as a kind of basic theme for the ensuing variations in mm. 34-61, 62-72, 73-83, 86-92, 93-100, 106-111 (piccolo) and 123-128 (again piccolo resolve downwardly to C (or D: modal flattened VII) and back up to D in mm. 87-115+116-122. The varied "reprise" in mm. 164-263 condenses the earlier flute duet from mm. 60-86 and thus the C3 sphere now resolves more quickly to C in mm. 210-212. (Likewise, the originally four-measure, climactic phrase of mm. 83-86 is reduced to a shorter three-measure segment in mm. 225-227; similarly, the initially eight-measure whole-tone transition in mm. 101-108 is now curtailed to a mere two-measure upbeat in mm. 239-240.) One is distinctly reminded of the Divertimento's Finale, where D4 increasingly becomes an upper appoggiatura to F's dominant, C.
Our central pitch D4 reappears in the climactic Finale tutti passage, mm. 188-243, where it resolves upwardly to e4 3 (part of a C/c-polychord in mm. 244-255) and the harp's e4 3 downbeat in m. 256 (leading to the B Major fugato). This descending progression, D4-C-B (or tonic F: flattened VI-raised IV) recalls the analogous bridge section in the first movement, mm. 135-155.
10 One is also reminded of the Intermezzo interrotto in the Concerto's fourth movement, where the tonic B again oscillates with its Neapolitan degree of C (mm. 31+43) and the latter's relative major of E4 (75). These create a somewhat static midpoint that is highlighted by its multiple interrelated quotations -including Zsigmond Vincze's operetta, A hamburgi menyasszony, Dmitri Shostakovich's Seventh Symphony and Ferenc Lehár's Merry Widow.
11 Together with the high e4 On a broader structural level, the Divertimento's careful formal balance and thematic symmetry between its outer movements also left its strong imprint on the later Concerto for Orchestra. Thus the Finale's opening horn fanfare and ensuing violin scales are clearly related to the initial Allegro vivace theme in the first movement, 12 which in turn was probably inspired by the first movement of Liszt's Faust Symphony (Example 12) .
In addition to the central violin tritone themes, both of Bartók's outer movements outline quartal aggregates around f-b4-e4(-a4). These recall the initial fourth formations in the first movement's slow introduction, which also return at its developmental climax in mm. 231-271+313-396; these may ultimately be traced back to the quartal coda of the Violin Concerto, movement 3 (1938), A parallel climax -here blended with acerbic tritones and second clustersseeks to distort these quartal sonorities in the finale's subsequent mm. 317-383. This quasi-parodistic passage also appears to echo the comical trumpets and woodwinds from movement 2, mm. .
In this connection one should also single out the emphatic, Beethovenian F3-Neapolitans in the Finale, mm. 384-386+408, which obscure what might otherwise constitute a clear recapitulation of mm. 8ff. One is (again) distinctly reminded of the Divertimento's finale; here, too, the Neapolitan F3-F cadences resolve the earlier semitonal D4-C tendencies.
Moreover, the lyrically contrasting melody from mm. 175-187 (E-A 7 ) in 449-468 (D-G/F3) is now introduced by new (and delaying!), gently undulating upbeat figures. These are once again culled from the Divertimento's finale, mm. 171-183 (placed right before the fugato development in mm. 184-264) and mm. 487-513 (Example 15).
Besides employing delaying Neapolitan flattened II's and varied, oscillating upbeat patterns, Bartók's later music frequently loosens up potential structural 13. This motivic interrelationship is also mentioned by Gilbert G. French in his article "Continuity and Discontinuity in Bartók's 'Concerto for Orchestra'," The Music Review 28 (1967), 132. In this connection it is noteworthy that Bartók's own program notes for the Boston premiere on December 1, 1944 expressly label the later Finale trumpet fanfare in mm. 201-206 "the last theme of the exposition" (see program reproduction in Cooper, Bartók, 85). One is reminded of many Classical sonata forms by Haydn and Beethoven in which the closing theme of the exposition often constitutes a variation of the opening primary subject. In addition, Bartók's rather Lisztian apotheoses in these two finales extend the structural framework of his codas. In the third movement of the Divertimento (mm. 403-513+533-546) and the fifth movement of the Concerto for Orchestra (mm. 482-555) our composer sets in motion climactic chord streams with vertical and horizontal major second and tritone intervals. These are at first geared to the first whole-tone scale on C and F3, but soon resolve to whole-tone II (with C3/D4 and tonic F), as in the third movement of the Divertimento, mm. 533-545 and in the fifth movement of the Concerto for Orchestra, mm. 533-553. A last modal echo of this ultimate whole-tone II matrix may be seen in the final mixolydian cadence on E4-F (F: flattened VII-I) in the third movement of the Divertimento, mm. 546-589 and in the fifth movement of the Concerto for Orchestra, mm. 604-625. In order to inject linear tension, Bartók frequently causes the central pitches E4, B4 and C3 to conflict semitonally with G's dominant of D and secondary dominant of A, as in the first movement, mm. 28-32+47-52 (D/E4), 110-129 (C3/D) and 17-25+99-101 (A/B4). Moreover, the whole-tone potential of the descending chaconne is notably expanded during the development section, mm. 57-62 (b-a-g-f-c3) and the inverted textures of the reprise (mm. 100-108: b4-a-g-f-d3, f-g-a-b and finally c3-b-a-g), again accentuating C3 (enharmonic D4) and D3 (enharmonic E4). The latter E4/D3-sphere is also an emphatic downbeat in the development's mm. 56+74-75, with the latter passage placed over G's secondary dominant of A. Once again, we may detect a Beethovenian influence in Bartók's stressing the major mediant B and the major flatted submediant E4; one thinks in particlar of Beethoven's opp. 53/1, 127/1 (E4-G axis), 130/1 (B4-D polarity) and 135/4 (F-A-C3/E4 in coda).
If the intervallic permutations in the first movement belong to Bartók's most advanced, its formal structure also evinces an exceptional creativity. This especially holds true of the combined reprise+coda in mm. 91-130+131-150. Here the opening mm. 91-110 continue the development's expansive mm. 53-83, so that mm. 91-101 may be viewed as a variational cycle of mm. 53-56, 101-110 an intensification of mm. 57-75, and mm. 110-120 a development of mm. 75-80. In like manner, the fused coda+reprise in mm. 131-150 combines features of the exposition's principal and secondary theme groups. Here we encounter -much as Likewise, the third movement's Melodia is based on the final pentatonic cadential extension of the first movement's secondary theme group in mm. [49] [50] [51] [52] . This freely pentatonic opening (which may echo the slow movement of Brahms' Double Concerto op. 102, 1887) is further expanded during the reprise in mm. 49ff., and also receives a highly ethereal variant in the closing measures 64-67. Here it may be observed that the terminal sliding cadence on A4/B4 in mm. 66-67 has been subtly prepared by the intermediate A4-B4 caesura in mm. 28-29.
The mildly contrasting central episode in mm. 30-48 also outlines analogous static, quasi-impressionistic sonorities. These typically feature sixth harmonies with pentatonic hues, such as b4 The finale returns even more decisively to the pitch parameters of the first movement (Table 3) .
In general, B4 and E4 are stronger modal degrees at the outset (cf. also the first movement), whereas the cadential Neapolitan A4 and its related associate D4 represent more emphatic closing levels. Here one is again reminded of the Beethovenian flattened II's in the finale of the Concerto for Orchestra and such Beethoven works as the Violoncello Sonata op. 102 no. 1 (1815), finale. Moreover, Bartók's systematic employment of conflicting sound blocks in this finale recalls such Beethovenian prototypes as the Fifth Symphony op. 67 (1808), first movement and Ninth Symphony op. 125 (1824), fourth movement. Likewise, the Beethovenian, combined reprise+coda in mm. 270-419 must rank among Bartók's most inspired creations (Table 4) .
It will be noted that Bartók systematically alternates developmental episodes from the original secondary theme, mm. 101-165 with elements from the second development, mm. 201-269, all typically in the same original thematic sequence. Here the prominent pitch groupings of B4-A/A4-G and F-F3-G increasingly converge on the final G tonic from both directions. Besides repeating the same modal framework from the first movement (notably the modified circle-of-fifths progression, E4-B4-A4-G). Bartók also reiterates the climactic parallel ninths from the second movement, mm. 71-74 in the fourth, mm. 399-406 to underline the above-mentioned links between the first (mm. 93-94) and the second (mm. 83-84), plus the first (mm. 49-52) and the third movement (mm. 1+49). [31] [32] [33] [34] [35] [296] [297] [312] [313] 349, [407] [408] [409] [410] [411] [412] 68 -74, 87-91, 109-115, 201-213, 332 (the E4 episode in m. 201f. is not yet present in the continuity draft BB 124, Bartók Archives, Budapest) A4 (g: flattened II) 186-188, 270-281, 299-304, 334-336, 385, 415 D4 (g: flattened V) 36 - Other stylistic parallels between the two concertos include the whole-tonish developments in their first movements, as well as the descending linear progressions (with rustling nature sounds) in the slow movements.
Notwithstanding these manifold similarities between the two compositions, the stylistic details and their artistic realization still vary considerably. In the Third Piano Concerto Bartók utilizes a rather neo-classical aesthetic, with strict sonata and rondo forms in the outer movements and a crystalline, three-part (or A B A) song form in the slow middle movement. Likewise, the tonal structure consistently stresses the lower modal submediant of C Major (as in mov. 1, 137; mov. 2, 1+89; and mov. 3, 161, 443+589-590), which progresses to the more stable C3-Minor (or E: vi) in the finale, mm. 169, 228 (fugato), 527 and 601+607. Indeed, one may here speak of an overall contrapuntal line on C-C3-D-E (cf. final measures, 767-768) which is already adumbrated in the first movement's development, mm. 99-104; the slow movement, mm. 72-89+136-137 (again ending on D-E!) and the finale, 752-768 (final mixolydian resolution on D-E). These rising minor/major seconds may partly derive from earlier symphonic prototypes, such as the outer movements' developments in Dvořák's New World Symphony op. 95 (1893). In particular, Dvořák's movements feature repeated semitonal thrusts from (E)-F-F3 that may well have inspired Bartók's rising whole-tones in his first movement, 75-118. Orchestra (1943, compositional links between movements 1, 3, and 5). In his draft for the Viola Concerto of 1945 Bartók also experiments with burgeoning third cells that physically connect the final two sections. Similarly, the Solo Violin Sonata of 1944 relates the secondary lyrical theme of the opening movement to the principal subject of the third, slow movement. Analogous ties exist between the climactic sections of the first and second, plus the second and fourth movements, respectively. The resultant overlapping cross relationships create an especially impressive total symmetry for the entire work.
These late compositions are also noteworthy for their unifying linear dimensions. Frequently Bartók sets up modal polarities on flattened III and flattened VI in the manner of Beethoven's opp. 92 and 132, notably in the first, third and final movements of the Solo Violin Sonata (cf. the G Minor/B4 Major openings with complementary B4 and E4 spheres). When combined with Bartók's favorite tritone and flatted mixolydian seventh degrees, the initial minor third (or flattened III) frequently is transmuted into an accented major third (or III mediant), as the Solo Violin Sonata's first movement, m. 53 (B Major outburst at the outset of the development). This dramatic episode is highly reminiscent of Beethoven's late string quartets opp. 127/1, m. 75 (G Minor changing into G Major) and 130/1, m. 97 (D Major mediant of B4 emerging out of previous G4 sphere). The resultant whole-tone scalar implications are also in evidence in the Divertimento's outer movements on F (-G-A [mov. 1, mm. 25-69]-B-D4/C3-E4-F) and the dramatic development in the Third Piano Concerto's first movement. The latter presents a glorious Lisztian apotheosis of the primary and closing themes, progressing through a whole-tonish succession of keys: A4 (enharmonic G3, or E: III)-B4-C-D-E-F3-G3/E:III). Similar whole-tone implications are observable in the finale of the Concerto for Orchestra (F/A beginning-D4-B-F-A4-E4-F), whose modal pitch conflicts between A4/A and stress on the matrix, F-D4-B-A are already introduced in the first movement. One is distinctly reminded of Sibelius ' Second Symphony (1902) , whose axial stress on the major third degrees of D, F3/G4 and A3/B4 may have served as an indirect compositional catalyst for Bartók's Concerto for Orchestra (third polarities on F-A-D4) and Viola Concerto (cf. its third spirals on A/F-c/c3). Likewise, one again recalls Beethoven's late string quartets, notably op. 135 in F Major, with its contrasting mediant A and submediant D4 in movements 2, 3 and 4.
Given this increasing plethora of historical, stylistic influences on Bartók's late music, one is directly faced with the central question: are these works merely the climactic end-stage of his neo-Classical leanings in the 1930's and 1940's, or are they also the beginning of what might have become an even more wholesale return to past styles and idioms? We have already touched upon the complex multi-quotational techniques in the Concerto for Orchestra: mov. 1, 2 and 4, which feature numerous stylistic appropriations from Liszt, Mahler, Shostakovich, Lehár and even Hungarian popular idioms. Similar musical echoes from Brahms, Beethoven and possibly Dvořák are found in the Solo Violin Sonata and Third Piano Concerto. Moreover, the closing Cadenza at the end of the first movement's development in the Viola Concerto appears to be modelled on the parallel Cadenza in Mendelssohn's Violin Concerto in E-minor op. 64 (1838-1844), first movement (Example 23).
In addition to the many quotations and borrowings from earlier composers, there also exist many cross-references and stylistic emulations between these late works. This is especially true of the Divertimento's pervasive influence on the Concerto for Orchestra. In turn, the Concerto for Orchestra certainly inspired the quartal matrices of the Viola Concerto. Finally, Bartók's last two concertos from the year 1945 share so many features in common that one may almost term them compositional twins.
